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Po3BUTOK HaBYaNBbHUX MpOrpaM MY3UYHOI Teparii BigOyBaBCs Mij €TriJI00
JBOX HE3aJSKHUX MY3MYHUX TepaneBTUYHUX opradizanidi — HarioHaapHOT
acorriamii My3u4Hoi Tepamnii (3acHoBaHa y 1950 porri) Ta AMepruKaHCBKOT acoliamii
My3u4HOi Tepamii (ctBopeHa y 1971 pomi). Ha ydac 3acuyBanus AAMT Garato
MY3UYHHMX TEPAreBTIB, 3/1aBaJOCs, aCOIIIOBAIM Bl Pi3HI OpraHizaiii 3 pi3HUMU
kiniHiyHIMH niepcnektuBaMu: NAMT sk moBeninkoBy, a AAMT sik ryMaHiCTUYHY.
[Tpote, opranizamii CKJIagarOThCS 3 CHEIANICTIB KIIHIYHOI MPAKTUKU 3 PI3HUMHU
MOTJISIIaMU, JACsIKl 3 AKMX HaJeKalu 10 000X opraHizailiil i Opajiu akTUBHY y4aTh B
HuXx. [IpoTsirom G6araropiuHoi mpaiii 6araTo XTo 3p03yMiB, IO BCl BOHU OJIMXKYi 32
JyXOM, HDK BBaXaJOCh paHimie. Byaydu AOTHYHMMH 10 BiIHOCHO HEBEIUKOI
npodecii, BOHM TOYaTW 30JMDKYBAaTHCS, 10, 3pEIITOI0, MPHU3BEIO 10
cTaHjapTusamii 7 ocBiTHIX mporpam AAMT, mig chnibHUM TaTpoHaxeMm 3 66
nporpamamu NAMT.
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CONCERT AND PERFORMING ACTIVITY AS A CONDITION FOR
SELF-EXPRESSION OF FUTURE PIANO TEACHERS

Contemporary artistic pedagogy faces the necessity of creating favorable
conditions for the professional and creative development of future piano teachers
who possess creative thinking and the ability for innovative activity. This involves
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expanding opportunities for artistic self-expression, particularly through engaging
students in concert performance activities.

The foundations of the problem of creative development can be traced in the
existential-humanistic views of Albert Camus [1] and Jean-Paul Sartre [4], who
emphasize the uniqueness of each individual and their intrinsic need for personal
growth and self-actualization. ldeas regarding the significance of creative self-
expression are also explored in humanistic psychology, as seen in the works of
Abraham Maslow [3] and Carl Rogers [4].

In the training of future piano teachers, engagement in creative self-
expression and enhancement of performance skills occurs most intensively in the
context of public performances, which provide students with a unique opportunity
to identify and showecase their artistic and creative potential. A wide range of
public performances offers aspiring musicians invaluable experience in a
fundamental aspect of professionalism: performing before an audience. Public
appearances represent a distinctive form of musical activity that helps to reveal
musical talents, foster the dynamics of students’ development, and cultivate stage
presence, creative imagination, emotional sensitivity, and artistry.

Concert performances, festivals, competitions, and other forms of artistic
activity broaden the boundaries of the familiar, awaken students’ initiative, and
enhance their ability to perceive the artistic and aesthetic values of musical art.

Let us consider the specifics of training and the characteristics of concert
performance activities for future bachelors of musical arts. Public performances
encompass all forms of execution in the presence of one or more listeners, which
means that each student participates in such events during academic concerts,
examinations, assessments, departmental auditions, festivals, competitions, and
more. These performances undoubtedly provide significant benefits, as they serve
not only an educational purpose but also a developmental function. They awaken
intellectual, volitional, and emotional energy in students, foster a spirit of
competition, and help shape character along with a range of essential life qualities.
Concert performance activities are undoubtedly the foundation of creative self-
expression for future piano teachers.

Thus, concert performance activities are an integral part of the system of
musical-aesthetic education and the professional-creative development of future
piano teachers. The assimilation and transmission of the values of musical art
during these performances contribute to the development of both performers’ and
listeners’ skills in perceiving and evaluating music from an artistic perspective.
This, without a doubt, is a crucial means of shaping the musical-aesthetic culture of
future professionals and fostering their engagement in creative self-expression.
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Oaia AKUMEHKO,
BinHubKHi 1ep>xkaBHUN TeAarorYHIMT
yHiBepcuTeT iMeH1 Muxaitna KorroOnHehKoro

EJJEMEHTAPHE MY3UKYBAHHS TA PYX SIK EOEKTUBHUI
HJIAX BCEBIYHOI'O PO3BUTKY JUTUHU

B cywacHomMy CBITI ICHy€e BeJlIHMY€3Ha KUIBKICTh PI3HOMAHITHUX
pPO3BUBAIOYMX METOJMK, Kl MarOTh Ha METI BHUXOBaTH BCEOIYHO PO3BHHEHY
OCOOMCTICTh, TOMY AaKTMBHO BHUKOPUCTOBYIOTBCS TI€AaroraMu Yy 3aKiajax
JOMIKUJIBHOI OCBITH, IIKOJaX Ta JUTAYUX IEHTpax pPO3BUTKY. AJje came
eJIeMEHTapHEe MY3WKYBaHHsI Ta iMmmpoBizallis 3a cucteMoro Kapna Opda 31aTHe
3aKJIACTH BEJIMYE3HUI TMOTEHIIal JUIS TOJANBIIOTO MY3WYHOTO BHXOBaHHS
JUTUHU, I PO3BUTKY 1i OCOOMCTOCTI, MATPUMAHHSA ii HUIICHOCTI, MOJIMIIIECHHS
KOHTaKTy 13 CO0OI0 1 CBITOM. AJIe CBIT (DYHKIIIOHY€E, SIK €MHA CUCTEMa. YcCe B
HBOMY TICHO MOB’s3aHe MDK co0ot0. Tak camo (yHKIlioHye 1 moauHa. SIK €auHe
mige. HeMOXJIMBO BIAOKPEMHUTH BITYYTTS BiJ] MOYYTTIB, 3HAHHS BiJ HABUYOK,
MOBJIEHHSI BiJl rToJjiocy [l]. 3Bydatu 1 pyXaTuch BJIACTUBE BCHOMY >KMBOMY Ha
3emui.

Tak camo 1 B CBITI €JIEMEHTAPHOTO MY3UKYBaHHS yce (DYHKIIIOHYE SIK €/IUHE
11J€: TUTUHA OJHOYACHO BHUCTYIA€ CIIyXau€M, BUKOHABIIEM Ta TBOPLEM MY3HUKHU.
HapoxkeHHss My3uKH BiOYBae€Tbcsi B pyci: BIJ MNPOCTOrO BIATBOPEHHS — 0
TBOPYOi, MPOAYKYIOUOi, KPEaTUBHOI AISIBHOCTI. AJKE cama CUCTEMa MY3UYHOTO
BuxoBaHHa Kapna Opda 06a3yerbcsi Ha TO€IHAHHI Ta TICHOMY B3a€MO3B’S3KY
MY3HKH, CJIOBA 1 PyXY.

HaykoBo noBeneHo, 0 My3HKYBaHHS, I'pa HA MY3UYHOMY 1HCTPYMEHTI, €
OJIHI€I0 3 Halle(heKTUBHIIIUX (POPM TpeHYBaHHS MO3KY [2]. AJie HABUMTHCS TpaTu
Ha My3UYHOMY IHCTPYMEHTI, IpUMipoM, Ha ¢opTreniaHo, (aeiTi, riTapi TOIIO, HE
TaK JEerko. A OChb eJIeMEHTapHE MY3MKYBAHHS MOXHA JIETKO BUKOPHCTOBYBAaTHU B
poboTi 3 yciMa BIKOBUMH KATETOPISMHM, 1 10 HAWBaXJIuBilIe — 3 JIITbMH
HaWMOJIOAIIOTO BIKY.

B xonnenmii Kapna Opda noHSITTS “eneMeHTapHui” pO3TIAIA€EThC HE 5K
“IpUMITHBHUK’, a K “@IeMEHT’, K Te, IO PO3KIJaJacThcs Ha ApiOHI merami. I
came €JIEMEHTApHI MY3M4YHI 1HCTPYMEHTH BJAIITOBAaHI TaK, IO BOHHU
pO30UpPaAIOTHCA HA OKPEMi YAaCTUHH, PO3KIIAJAIOThCA HA €JIEMEHTH, 3aBISKH YOMY
3arpatd Ha HUX MOJXKE€ HaBiTh MajieHbka auTuHA. KpiM Toro, 1HaUBiAyajdbHa M
aHcamOyieBa Tpa Ta IMIIPOBI3alliiiHA MOISUIBHICTH B TMPOLIECI €JIEMEHTApHOTrO
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